This paper gives an overview of innovations in English-language haiku over the past decade or so, focusing on American haiku in particular. These are described through discussion of examples drawn from contemporary journals and anthologies, and are seen to involve the freer use of metaphor and opaque language than is found in normative haiku. Broader contextual factors are also taken into account: most notably, the renewed awareness of modern Japanese haiku that has been enabled by recent works of criticism and translation. While haiku in English still occurs mostly within selfcontained communities of writers and publishers, recent developments suggest possibilities for recognition of the genre in a wider field of poetry and literary criticism.
to a semi-colon, de-emphasizing any sense of causality or consequence. The overall effect is that the poem has a more normative look as haiku, albeit one with a title.
So, what, more specifically, are the predominant norms of contemporary English-language haiku? The Haiku Society of America's definition is as follows: "A haiku is a short poem that uses imagistic language to convey the essence of an experience of nature or the season intuitively linked to the human condition"; and until 2004, "the essence of an experience of nature" was defined more narrowly as "a moment keenly perceived." It should be added that haiku in English are usually written in one to four lines, most often three. In The Haiku Handbook, William Higginson, following the example of R. H. Blyth's translations, codifies "a 'traditional form' for haiku in English," which would "establish rhythmical proportions similar to those of traditional Japanese haiku" (1985, 105) . This "traditional form" consists of three shortlong-short line lengths; the first two lines grouped against the third, or the last two against the first; with two accented beats in the first line, three in the second, and two in the third. Both poems serve also as examples of normative language and content, involving aspects of nature other than human nature; using sense-based, concrete images;
presenting an event as happening now; being based, it would seem, on direct personal observation; and not employing metaphor in any obvious way. With these normative poems and "rules" in mind, let us turn now to some recent new directions in haiku. Indeed, one striking aspect of the anthology Haiku 21, which features only work published during the first decade of the 21st century, is the large proportion of oneliners in the book. Another is the frequent recurrence of language "itself" as a topic, leaving the impression that haiku has been catching up with developments in the wider scene of postmodern poetry, "language poetry" in particular. This is in stark contrast to The allusion here is to a robot character in a manga series dating back to the 1960s.
Thus the poem is comical (in both senses), as well as poignant.
Lastly, I would like to draw attention to the haiku of Peter Yovu, another poet who strikes a fine balance between the experimental and traditional:
October the red shift you were buried in (Roadrunner, 10.1, 2010; Haiku 21, 178) This poem was picked as "best of issue" by Pulitzer-prizewinning poet Rae Armantrout;
her comments are worth quoting at some length. "What," she wrote, It may also be suggestive to read Kamiyama's poem as a feminine counterpart to Natsuishi's "new world" haiku quoted above.
Against the backdrop of these specific influences, there has been a growing interest among haiku poets in engaging with the wider poetry world: to discover, for instance, the "haikuesque" in other poets' work, and to learn from their practice. Several In conclusion: haiku in English-particularly in the United States, where much of it appears-still occurs mostly within self-contained communities of writers and publishers, but recent developments relate it more closely to the general field of contemporary poetry, so making it ripe for recognition in a wider field of literary criticism. There is a stronger sense now of haiku as contemporary poetry, as opposed to an imitative verse form, an exotic hobby, or a spiritual way of life. A wider variety of poetic tools are now recognized as available to the 21st-century haiku poet. While this opening of the field risks blurring the boundaries between haiku and other short poetry, it is worth bearing in mind that the Japanese-inspired genre of haiku in English has always been hybrid; it has necessarily evolved from a fusion of haiku sensibility and Western poetics. In order for it to continue to evolve and avoid stagnation, it must change and at times "push the envelope"; on the other hand, it must remain rooted enough in the tradition to remain, recognizably, haiku. The challenge of finding this balance is what is most interesting and vital about the genre.
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